
















































































































































and	most	esteemed	collection	 in	the	world.	The	Medici	 family’s	 interest	 in	collecting	self-
portraits	was	largely	influenced	by	Paolo	Giovio’s	collection	of	important	figures	that	began	
in	1521.	According	to	Linda	Klinger	in	her	dissertation	about	his	portrait	collection,	Giovio	
was	 a	 historian	who	 believed	 that	 “history	 comprises	 the	 deeds	 of	 great	men”,	 and	 saw	
portraiture	as	an	essential	aspect	 in	 the	recording	of	history.5	He	did	not	commission	the	
four	 hundred	 portraits	 and	 self-portraits	 that	 ended	 up	 in	 his	 collection,	 but	 rather	
persuaded	donors	to	contribute	to	his	collection	by	telling	them	that	they	needed	their	face	
to	 be	 immortalized	 alongside	 the	 likenesses	 of	 other	 greats.6	This	 powerful	 notion	 that	




as	 an	advisor	 for	Cosimo	 I,	 sent	 the	artist	Christofano	del’Altissimo	 to	Como	many	 times	











artists	 to	 be	 considered	 among	 other	 intellectuals	 and	 historical	 greats	 and	 began	 a	
tradition	of	art	collection	and	patronage	in	the	Medici	family.	
Cardinal	Leopoldo	de’	Medici,	the	last	son	of	Cosimo	II,	is	credited	with	starting	“the	
most	 consequential	 historical	 and	 artistic	 collection	 of	 self-portraits”	 in	 the	 seventeenth	






Brussels.11	According	 to	Katherine	Brown	 in	her	 study	of	Venetian	 self-portraiture,	 these	
correspondents	 were	 “among	 the	 best	 collectors	 and	 connoisseurs	 of	 Italian	 art,”	 and	 a	
number	 of	 them	were	 enormously	 helpful	 in	 finding	 self-portraits	 of	 deceased	 artists.12	
With	 this	 knowledgeable	 team	of	 collectors,	 Leopoldo	 established	 the	 foundation	 for	 the	
Uffizi	collection	that	would	soon	become	the	largest	and	most	esteemed	collection	of	self-
portraits	in	the	world.	
Leopoldo	 was	 inspired	 to	 begin	 amassing	 his	 collection	 of	 self-portraits	 after	
inheriting	the	self-portraits	in	Cosimo	I’s	Gioviana	Collection	and	acquiring	possession	of	a	








Medici	 (Figure	 1).13	The	 under	 drawing	 of	 the	 portrait	 suggests	 that	 it	 was	 painted	 in	
Urbino	 in	1506.14	It	depicts	Raphael	 in	 front	of	a	brown	backdrop,	 lit	diagonally	 from	the	
left	 by	 a	 single	 light	 source	 that	 casts	 a	 shadow	 on	 the	wall	 behind	 him.	 Taking	 up	 the	
majority	of	the	picture	plane	with	his	shoulders	and	head,	he	is	outfitted	in	a	modest	black	
garment	and	hat	as	he	gazes	toward	the	light	source.	Raphael	recreated	his	likeness	on	the	
canvas	 with	 great	 attention	 given	 to	 detail	 in	 his	 hair	 and	 facial	 features,	 the	 sketchy	
graphite	under	drawing	adding	extra	depth	to	the	contours	of	his	face.	In	his	self-portrait,	
Raphael	portrays	himself	as	a	courtly	 intellectual	rather	than	an	artist,	 likely	because	the	
profession	 of	 artist	was	 not	 highly	 regarded	 at	 the	 beginning	 of	 the	 sixteenth	 century.15	









portraits	 in	 the	early	years	of	his	 collection	efforts	 reveal	 that	his	 intention	 for	amassing	









great	 masters’	 self-portraits	 that	 would	 only	 grow	 larger	 and	 more	 impressive	 as	
contemporary	artists	added	 their	 likenesses	 to	 it.	 In	order	 to	achieve	 this	goal,	he	had	 to	
begin	 by	 collecting	 as	 many	 self-portraits	 of	 famous	 artists	 as	 he	 could	 through	 the	
assistance	of	his	correspondents	whom	he	would	sometimes	task	with	procuring	the	self-
portraits	of	specific	artists.	18	In	1675,	Leopoldo	asked	Marco	Boschini,	a	Venetian	art	critic	
who	 was	 one	 of	 his	 most	 active	 correspondents	 in	 Italy,	 to	 locate	 and	 purchase	 a	 self-
portrait	 by	 Marietta	 Robusti	 (Figure	 2),	 daughter	 of	 the	 great	 Venetian	 artist	 Jacopo	
Tintoretto	 whose	 portrait	 he	 also	 acquired	 (Figure	 3).	19	Boschini	 bought	 a	 portrait	 of	
Robusti	from	a	Venetian	art	collector	and	offered	it	to	the	Cardinal	as	a	self-portrait,	but	the	
actual	 identity	 of	 the	 artist	 who	 created	 this	 work	was	 and	 still	 remains	 uncertain.	 The	





































While	 its	 composition	 resembles	 other	 self-portraits	 of	 early	 Renaissance	women	













foreshortening	 and	 anatomy	 could	 be	 evidence	 that	 the	work	 is	 not	 of	 Robusti’s	 hand.28	










he	 considered	 it	 worthy	 to	 enter	 his	 collection	 regardless	 of	 its	 prior	 attributions.	
Leopoldo’s	goal	 for	 the	 collection	was	 for	 it	 to	earn	a	 reputation	 for	being	 full	of	 famous	
artists’	self-portraits	so	that	any	future	artists	commissioned	to	make	a	self-portrait	for	the	









There	 is	 evidence	 that	 he	 and	 his	 agents	 went	 to	 great	 lengths	 to	 acquire	 self-
portraits	of	the	artists	he	wanted	to	include,	and	the	process	of	obtaining	the	portraits	was	
sometimes	 difficult.	 Between	 1673	 and	 1675,	 Leopoldo	 collected	 two	 self-portraits	 by	
Annibale	Carracci	(Figures	5	and	6),	though	he	was	unable	to	procure	one	that	he	wanted	
from	Giovan	Pietro	Bellori’s	 collection.	 Correspondence	between	Leopoldo	 and	his	 agent	
Paolo	 Falconieri	 from	 1666	 describes	 a	 long-standing	 struggle	 between	 Falconieri	 and	
Bellori	 in	 which	 the	 latter	 refused	 to	 sell	 the	 now	 lost	 self-portrait	 of	 Carracci	 despite	





longer	 extant,	 though	 it	 can	 be	 inferred	 that	 he	 showed	 the	 most	 interest	 in	 acquiring	




Leopoldo’s	 decision	 to	 no	 longer	 pursue	 Bellori’s	 Annibale	 self-portrait	 may	 have	 been	
influenced	in	part	by	the	knowledge	that	he	had	another	agent,	Giuseppe	Maria	Casarenghi,	
who	was	 close	 to	 obtaining	 an	Annibale	 Carracci	miniature	 self-portrait	 that	was	 on	 the	











These	 examples	 of	 how	 Leopoldo	 de’	 Medici	 used	 his	 team	 of	 correspondents	 to	




little	 correspondence	 about	 commissions	 from	 this	 period	 remains,	 it	 is	 likely	 that	
Leopoldo	commissioned	a	large	number	of	the	self-portraits	that	were	produced	and	added	
to	 the	 collection	 between	 1664	 and	 his	 death	 in	 1675.	 Three	 of	 the	 paintings	 Leopoldo	
acquired	 are	 known	 to	 have	 been	 commissioned:	 self-portraits	 by	 Guercino	 (now	 lost),		
Pietro	da	Cortona	in	1664	(Figure	7),	and	one	by	Carlo	Dolci	in	1674	(Figure	9).			
Pietro	 da	 Cortona’s	 self-portrait	 in	 the	 Vasari	 Corridor	 is	 one	 of	 only	 two	 self-
portraits	 the	 artist	 painted	 in	 his	 life	 time,	 and	 it	 along	with	 the	 extant	 correspondence	
between	the	artist	and	Leopoldo	reveals	the	Cardinal’s	efforts	to	publicize	his	self-portrait	










portraits	 because	he	 claims	 it	 is	 his	 first	 attempt	 at	 self-portraiture.34	Leopoldo	had	only	
just	 started	 collecting	 self-portraits	 at	 this	 point,	 so	 he	 must	 have	 been	 speaking	 of	 his	
plans	to	amass	a	collection	filled	with	self-portraits	of	great	artists.	Just	by	spreading	word	
of	 the	 prestige	 of	 his	 collection	 before	 he	 even	 truly	 began	 collecting	 self-portraits	 of	
important	 artists,	 Leopoldo	 managed	 to	 make	 Cortona	 apprehensive	 of	 his	 self-portrait	
being	 compared	 to	 the	 other	 artists’.	 The	 weight	 of	 this	 pressure	 is	 apparent	 when	






illuminating	 the	 outline	 of	 his	 back,	 creating	 the	 sense	 that	 he	 is	 filled	 with	 potential	
energy,	leaning	forward	as	if	he	is	about	to	stand.	He	also	holds	a	piece	of	paper	in	his	hand	
at	the	bottom	right	corner	of	the	composition,	giving	more	visual	interest	to	the	work	and	
offering	 somewhere	 for	 the	 viewer’s	 eye	 to	 go	other	 than	 the	 face.	 In	 contrast,	 the	Uffizi	
portrait	 feels	much	more	subdued	and	static	with	 its	closely	cropped	composition,	gentle	
lighting,	and	lack	of	places	to	look	other	than	his	evenly	lit	face.	Because	of	his	self-doubt	









The	 1674	 self-portrait	 by	 Carlo	 Dolci	 (Figure	 9)	 is	 an	 example	 of	 a	 completely	









eyelids	 and	melancholic	 expression.	 This	 dignified	 intellectual	 side	 of	Dolci	 is	 contrasted	
with	his	artistic	side,	which	is	being	represented	by	the	small	scale	rectangular	drawing	he	





is	 likely	 a	 palette	 in	 his	 left	 hand	while	 he	 uses	 a	 single	 paintbrush	 on	 a	 canvas	 that	 is	
unseen	but	presumably	sits	just	past	the	edge	of	the	frame.	His	mouth	hangs	slightly	agape	








stand	 out	 amongst	 the	 other	 works.	 In	 fact,	 he	 even	 went	 above	 and	 beyond	 for	 the	
commission	and	in	addition	to	painting	the	drawing	into	his	self-portrait,	he	also	executed	
the	 smaller	 drawing	 in	 chalk	 and	 presented	 that	 to	 Leopoldo	 as	 well.36	Dolci’s	 double-
portrait	 is	 an	 aspirational	work	 that	 showcases	his	 talents	 in	both	drawing	 and	painting	
and	 presents	 him	 as	 an	 intellectual	 and	 creative	 genius.	 Leopoldo	made	 sure	 that	 Dolci	
understood	that	by	having	this	portrait	in	the	Medici’s	prestigious	collection,	he	would	be	
immortalized	in	history	alongside	the	many	great	artists	whose	self-portraits	were	already	
in	 the	 collection,	 and	 so	 Dolci	 took	 the	 opportunity	 to	 fashion	 himself	 as	 the	 perfectly	
balanced	artist.	
The	impact	that	this	foundational	ninety-five	piece	collection	amassed	by	Cosimo	I	
de’	 Medici	 and	 Cardinal	 Leopoldo	 de’	 Medici	 had	 on	 self-portraiture	 as	 a	 genre	 is	 far	
reaching.	Portraits	of	artists	were	being	placed	alongside	those	of	other	intellectual	figures,	
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Figure	1	
Raphael,	Self-Portrait,	1506,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	2	
Marietta	Robusti,	Self-Portrait,	1580,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	3	
Tintoretto,	Self-Portrait,	1585,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	4	
Sofonisba	Anguissola,	Self-Portrait	at	a	Spinet,	1555-56,	painting,	Naples:	National	
Museum	of	Capodimonte.	
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Figure	5	
Annibale	Caracci,	Self-Portrait,	1580-1600,	miniature	painting,	Florence:	Galleria	
degli	Uffizi.	
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Figure	6		
Annibale	Caracci,	Self-portrait	on	an	Easel	in	a	Workshop,	1605,	painting,	Florence:	
Galleria	degli	Uffizi.	
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Figure	7		
Pietro	da	Cortona,	Self-Portrait,	1664,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	8	
Pietro	da	Cortona,	Self-Portrait,	1650,	painting,	private	collection.	
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Figure	9		
Carlo	Dolci,	Self-Portrait,	1674,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	10	
Hans	Holbein	the	Younger,	Self-Portrait,	1542-43,	chalk	and	pen	on	paper,	Florence:	
Galleria	degli	Uffizi.	
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Figure	11		
Peter	Paul	Rubens,	Self-Portrait,	1628,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	12	
Peter	Paul	Rubens	(?),	Self-Portrait,	1623-25,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	13a	
Copy	of	Peter	Paul	Rubens,	Self-Portrait,	1623-25,	painting,	Howard	Young	Collection.	
	
	
	
Figure	13b	
Peter	Paul	Rubens,	Self-Portrait,	1623,	painting,	London:	Windsor	Collection.	
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Godfried	Schalcken,	Self-Portrait,	by	Candlelight,	Holding	a	Print,	1695,	painting,	
Florence:	Galleria	degli	Uffizi.	
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Figure	15	
John	Smith,	mezzotint	after	Godfried	Schalcken’s	Penitent	Magdalene,	1693.	
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Figure	16		
Medici	Gallery	of	Self-Portraits	at	the	Uffizi,	Pen	Drawing.	
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Figure	17		
Baccicio,	Self-Portrait,	1667-8,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	18	
	Johan	Zoffany,	Tribuna	of	the	Uffizi,	1772-77,	painting,	London:	Royal	Collection.		
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Figure	19		
Johan	Zoffany,	Self-Portrait	(With	Hourglass	and	Skull),	1778,	painting,	Florence:	
Galleria	degli	Uffizi.	
		
	
	 	
	 	 63	
	
Figure	20	
Sir	Joshua	Reynolds,	Self-Portrait,	1775,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	21		
Angelica	Kauffmann,	Self-Portrait	in	Bregenzerwald	Costume	with	Brush	and	Palette,	
1757-59,	painting,	Florence:	Galleria	degli	Uffizi.	
	
	
	 	
	 	 65	
	
Figure	22	
Angelica	Kauffmann,	Self-Portrait,	1787,	painting,	Florence:	Galleria	degli	Uffizi.	
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Figure	23a		
Detail,	Angelica	Kauffman,	Self-Portrait,	1787,	painting,	Florence:	Galleria	degli	Uffizi.	
	
	
	
Figure	23b		
Hellenistic	Gem	depicting	The	Competition	Between	Minerva	and	Neptune,	First	Century	BC,	
Naples.	
	
